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II.4 Constructivism and Collaborative Learning
in Music Teaching
Lluïsa Pardàs
The lessons from Catalonia and Sweden, based in instrumental or vocal music 
performance, are analysed taking into account the respective teachers’ goals and 
practices. The implications of the two different methodologies used, top-down big 
ensemble and collaborative small groups, and their relationship to constructivist 
pedagogies are discussed.
This chapter elaborates on two video-recorded music lessons, one from  Cata -
lonia, where the author has a “local” point of view, and one from Sweden, 
where the author has a “stranger” point of view. The two lessons selected 
show some apparent similarities and some underlying differences. They both 
opt for a praxial approach, organising the learning process around music per-
formance, either in vocal or instrumental form. However, they differ sub-
stantively in their teaching methods. On the one hand, in the case of Catalo-
nia, the lesson is based on singing as a means available to all students and 
schools, and is framed within a wider project for a public performance to-
gether with several high schools: the “Cantata per la pau” (Cantata for 
peace). Diverse levels of learning objectives can be highlighted: enjoyment of 
music making, participation in a solidarity project, significance of each indi-
vidual contribution in teamwork, and knowledge of music language both in 
written and oral forms. The role of the teacher in this lesson is similar to that 
of a choir conductor, with a definite set of learning goals to be achieved in a 
set time. On the other hand, the lesson from Sweden is based on instrumen-
tal playing but also part of a wider project: the “driver’s license”. The teacher 
opts here for an approach based on small groups and individual work, al-
lowing for cooperative and self-learning in addition to the teacher’s advice. 
Goals are based on instrumental and ensemble performance, setting each stu-
dent their own pace. Implications of these different teaching methodologies 
are discussed.
The different pathways taken in these lessons highlight the debate around 
the appropriateness of top-down music ensembles in the school medium and 
the alternative of other small group music making mainly related to contem-
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porary music. Its relationship to music education in and for democracy has
been widely explored (e.g. Allsup, 2012; Allsup/Benedict, 2008; Tan, 2014). 
In research from 2008, Lucy Green (2008a) found that applying self-learn-
ing and cooperative learning strategies, typical of non-formal popular music
learning, in school settings fosters deep understanding and ownership. Co-
operative learning is also envisaged as a constructivist teaching approach,
with some researchers claiming that teaching students to perform and thus en-
gaging them actively in a top-down activity may not be enough to involve
them in constructing their own knowledge (Cangro, 2015; Webster, 2011).
James Garnett (2013) adds to the discussion arguing that there is a “distinc-
tion to be made between the paradigm in which a curriculum is grounded
and that of the pedagogy that is used to teach it” (171). While a constructivist
curriculum may be not fully implemented when non-constructivist pedagogies
are applied, curricula based on behaviourist models (as instrumental and vo-
cal tuition are often considered), may provide a good foundation when im-
plemented through a constructivist approach.
In the next section, the Catalonia-Lesson is examined, looking at what are
the teacher’s goals and intentions in planning her lessons, and how these goals
are linked to the actual lesson and to the Analytical Short Film (ASF). This is
followed by an exploration of how these views and practice relate to usual
practices, policies, and theoretical background in music education in Catalonia,
and an analysis of a contrasting example of music education practice from Swe-
den. Finally, the most noteworthy points from both lessons are highlighted.
Due to the strong link of the Catalonia-Lesson with the “Cantata per la
pau” project, the ASF-1 has been entitled Embodying peace and solidarity
through singing, while the ASF-2 from Sweden has been entitled Cooperative
learning and self-learning in instrumental performance. Both ASFs sit under
the umbrella of this chapter, “Constructivism and collaborative learning in
music teaching”.
Teacher’s Goals and Intentions Linked to the Actual Lesson 
from Catalonia
The Analytical Short Film from Catalonia (ASF-1) is based on one music les-
son with 13-year-old students in their second year of lower secondary educa-
tion (ESO is its acronym in Catalan). This lesson sits within a wider project
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that has been running for seven years called “Cantata per la Pau” (Cantata for
Peace), framed within the celebrations of the UNESCO Schools’ Day for Non-
violence and Peace. Students from local high schools prepare a musical theatre
performance themed around values of solidarity, human rights, integration,
and inclusion. Songs are chosen from different styles for their interest within
the plot and each high school prepares on its own for a few months before
meeting for dress rehearsals. The entry fee paid by the audience is donated to-
wards one or more NGOs. The project has grown over the years and, to fit
around a thousand students now performing in the Cantata, several per-
formances are organized, each with different schools joining the choir.
The first goal for the teacher in the Catalonia-Lesson, as one of the main
organisers of the “Cantata per la Pau”, is to engage the students with the en-
joyment of making music. In her view music education is mostly achieved
through active participation in making music and it is fundamental for the
students to develop the ability to express their feelings through singing. Ad-
ditionally, singing has the advantage over instrumental music practice of be-
ing available to all schools without the need of any financial investment. 
Although music is compulsory in years 1 and 3 at lower secondary, the les-
son recorded for the ASF-1 is part of an elective for year 2 based on singing,
where “everybody who wants can come” (T-Interview I, Line 33) without a
previous auditioning process. It is entirely based on music practice and builds
on vocal skills as a means for students to be able to enjoy and express them-
selves through music making: “For me the most important thing is that when
they leave school they like music, they listen to it, thinking how it is, that
they could sing it ...” (T-Interview I, Lines 76 ff.). 
The second goal is to participate in a solidarity project through singing.
The students sing and learn the songs in order to be able to contribute to stag-
ing the Cantata, embodying values such as peace, solidarity, and inclusion.
The “Cantata per la Pau” that was being prepared while the lesson’s record-
ing took place was based on Raquel J. Palacio’s “Wonder”, a novel for young
adults. In this work of fiction, through the experiences of August, a ten-year-
old boy with a rare medical facial deformity, Palacio reflects on kindness, bul-
lying, and the acceptance of others for who they are, not because of how they
look. With this thread running through the Cantata, songs from diverse mu-
sical styles are arranged to fit the purpose, and all through the lesson, the stu-
dents prepare for their final performance on the stage where they will meet
peers from other high schools working together towards the same values.
Fig. 1: Tabular Presentation of the Complementary Information for ASF-










Reminder Point of Quality
1 00:00 3 —-   —- Title: Embodying peace
and solidarity through
singing
ASF-1, Pardàs & Rigau,
2014–2016
2 00:07 3 04:52 F Massage Preparing, awakening the
body for singing. Teacher
silently calls students to calm
and focus.
3 00:19 3 05:37 CF Breathing Grounded, well balanced body
4 00:43 3 06:21 CF Warming up Patting legs, body awakening.
5 00:52 3 10:03 F Attentiveness Rhythm/Polyrhythm
6 01:09 3 13:35 CF Voice warm-ups Resonance, body balance
7 01:28 3 16:37 CF Voice projection, diaphrag-
matic breathing
8 01:37 3 16:59 —-
9 01:44 3 17:52 F Body balance affecting sound.
10 02:18 3 23:18 F Beat and rhythm Song + walking
11 02:18 3 24:22 —- Lyrics Lyrics + rhythm
12 02:23 3 30:36 F Choreography Coordination movement-voice
13 02:33 3 40:13 CF Learning inner part Ear training. Position in circle,
group consciousness.





Through the songs, the teacher also aims for the students to work on musi-
cianship skills and musical knowledge such as notation, aural skills (e.g. lis-
tening, analysing and learning to sing inner parts), and intonation. It is a
learning process based on praxis.
Team work and attentiveness are other fundamental skills the teacher tar-
gets through the planning of this lesson. Working as a group for a collective
goal, students are to listen to each other, to fit their voices within the ensem-
ble, joining the common sound. Each student endeavours for the group’s best
results while keeping his/her attention on learning tune and lyrics.
In the ASF we observe the centrality of the song within the lesson plan.
The lesson revolves around singing with all the elements involved: body,
breathing, vocalisation, phrasing, aural, lyrics, movement. The starting point
is exercises to awaken the body in preparation for singing and movement
(ASF-1, cut 2). Body awareness through diverse exercises described below
prepares the students for a greater connexion with their feelings and expres-
sive capabilities. From the first moment, the group is positioned in a circle in-
cluding students and teacher, allowing for growing group consciousness and
team building. The positioning highlights how the group will be working for
a common goal. Body awakening is carried out through a collaborative ap-
proach with a chain of back massaging where everyone is involved (ASF-1,
cut 2) (Fig. 2). It is worth pointing out here how the approach to physical con-
tact varies within cultures, being more common in some Southern-European
and Latin-American cultures (Field, 1999; Jourard, 1966). 
Body consciousness and work on
the back torso leads to breathing
practices (ASF-1, cut 3) ground-
ed on a well-balanced body.
Breathing prepares for singing
technique and induces students
to focus (Fig. 3). The idea of in-
volving the whole body from
head to toe in the singing is reinforced by the patting of legs to facilitate
greater awareness of the lower limbs (ASF-1, cut 4), followed by collective
polyrhythms with body-percussion (ASF-1, cut 5). With these exercises, the
awareness of the group is increased as students have to pay attention to ac-
curate beat and to the combined rhythms. 





Through the work on voice
warm-ups (ASF-1, cut 6) the
teacher looks for improved and
comfortable vocal work while
paying attention to body posture
and attitude. The link between
corporeal attitude and vocal
sound is clear in both ASF-1, cuts
6 and 9: in both cases the sound
changes from having too much
weight to a better floating resonance after paying attention to the body bal-
ance through the legs and arms. The development of vocal skills observed in
the lesson, increases students’ self-efficacy and self-confidence, contributing
to their enjoyment. They work on resonance, voice projection, and other
voice techniques to improve their vocal confidence and achieve a greater de-
gree of enjoyment and expression. As one of the students puts it in the inter-
view “not like professional musicians, but our voices are improving” (S-In-
terview 1, Line 23). This technical confidence benefits also their general
confidence. In the interview after the lesson the teacher is asked about the
main experiences that the students gained that day: “They feel … esteemed.
[…] Because they see that what they do is important for someone. Very of-
ten children do things because they have to do them. […] What I want is that
they know that with their effort they’ll do things well.” (T-Interview II, Lines
73 ff.) 
Once they start with the practice of songs several skills are put in place.
With “Do you hear the people sing?” (ASF-1, cut 10) students march while
singing, stressing the beat and hence producing a polyrhythm. While in the
collective polyrhythms the simultaneity of rhythms was created within dif-
ferent groups of students, here they are producing the polyrhythm individu-
ally, with the beat on their own marching and the rhythm of the song with
the voice. The sense of beat is reinforced with motor coordination and with
free movement without interfering with the rest of the group.
As this lesson prepares for the staging of the “Cantata for Peace”, for
which they will join many other students from their and other high schools,
they work on simple choreographies for the songs (ASF-1, cut 12). This is an
important part of the whole performance experience that the teacher strives
to provide: “For me it is important that they have an experience of how it is
Fig. 3: Breathing
to be a musician, even if it is ... very basic, they have sung in a project, or
played, and they perform it for other pupils, or for their parents, ... [to know]
how hard it was to prepare it and to go to the stage and perform it.” (T-In-
terview I, Lines 80 ff.)
Another important component of the lesson is the learning of musicianship
skills. With the song “Next to me” (ASF-1, cut 13) the students learn the in-
ner harmony voices through listening to a recording and singing with it, de-
veloping their aural skills. Again the
group positioning in a circle facili-
tates listening to the group for a uni-
fied sound. The teacher pays atten-
tion to all students fitting within the
circle and repositions them when
needed so that everyone is included.
She has a background in Kodály
pedagogy and she uses hand signs
(Fig. 4) in the classroom when prac-
ticing new songs and second parts (ASF-1, cut 13 and 14).  
Background of the Catalan Music Curriculum
The idea of the song as a central element in general music education is not
strange in the Catalan context. The Catalan curriculum at the time of the les-
son recording (autumn 2013) was based on the 2006’s Spanish LOE (Ley
Orgánica de Educación) which was largely derived from the 1990 LOGSE (Ley
Orgánica de Ordenación General del Sistema Educativo). In the last few
decades, education in general and music education in particular have experi-
enced a big shift in both Catalonia and Spain. Historically, during the first sev-
enty-five years of the twentieth century, music education in Spain as a whole was
not influenced by European music pedagogies such as Dalcroze or Kodály. 
However, as remarked by Oswaldo Lorenzo Quiles (2003) and Nicolás
Oriol de Alarcón (2005; 2014) the only exception was Catalonia where Joan
Llongueras introduced Dalcroze’s pedagogy through the creation in 1913 of
the Institut Català de Rítmica i Plàstica, and where, from the 1960s, Ireneu
Segarra introduced and adapted Kodály’s pedagogy. The voice, as the most
accessible of all instruments, is one of the most defining features of the Kodá-
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Fig. 4: Hand signs
1 César Coll, an educational psychologist, is one of the main ideologues of the LOGSE.
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ly approach. Both Llongueras and Segarra, had extensive influence on music
pedagogy in Catalonia. 
In 1975, Spain started a process of transition from dictatorship to democ-
racy that led in the following years to the establishment of the autonomies
(geographical/cultural regions and nationalities that have a level of self-gov-
ernment). These autonomies (regional governments) are obliged to carry out
national policy in education, as in other areas, but have a degree of flexibil-
ity in the way they do it. The central government and parliament develop and
pass the law that contains the general structure and requirements, following
which a minimum curriculum common to all of the autonomous communi-
ties is also published by the central government. This document is the basis
for the autonomies to build their own curricula, and forms between 55 %
and 65 % of the final autonomous curriculum.
The 1990 LOGSE implemented a profound curricular change as well as
changes to the wider way in which education was organized in Spain. Based
on constructivist theories, this law represented a shift from previous pre-
scriptive curricula and implied a change towards a more open paradigm.
Grounded on the work of Piaget and Vygotsky, constructivism places the
learner at the centre of the educational process. According to Cesar Coll1 and
Elena Martín (2013), two main pedagogical motives drove this change: the
willingness to prescribe no more than indispensable learning and the aim to
involve teachers in the curriculum decision-making process. 
With regard to music, this curriculum secured a privileged role for music
practice, especially through song and singing since, as stated in its introduc-
tion, “the song should become for the child its main means of musical ex-
pression”. Music group practice through singing, movement and dance, lis-
tening to others and to oneself, leads to the knowledge of musical language
and graphic representation. The student will become independent, being able
to decode some musical pieces and to communicate. Working on aural skills,
rhythm, body movement and dance, students integrate new learning, first
through experience and later more consciously.
In addition to general goals, a content is listed and grouped under the cat-
egories of processes (what the students will do), concepts (what the students
will know), and attitudes and values (how the students do and know). 
The introduction of constructivist principles in the curriculum meant a
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shift towards active music-making in classrooms stressing the procedural
component, although this has not always been fully carried out due to inad-
equate funding needed for investment in human and material resources
(Domingo, 2003; Vílchez Fernández, 2011). 
The LOGSE was one of the flagships of the centre-left Spanish socialist par-
ty government, and when, in the year 2000, the PP (Popular Party, right wing)
won an absolute majority and formed a new government, the education law
was soon changed with the passing, in 2002, of the new LOCE (Ley Orgánica
de la Calidad de la Educación). In terms of music education this reformed cur-
riculum was, especially in secondary education, much more oriented towards
listening, theory, and music history with a corresponding reduction in musical
expression and practice (del Álamo Caballero, 2013; Pérez Prieto, 2005; Pliego
de Andrés, 2001). Coll (2004) places the LOCE in a wider “conservative rev-
olution” in education, as a local manifestation of a global movement. 
However, the LOCE was never implemented, and its Catalan deployment
regulation was never realized, as in early 2004 another change of govern-
ment that put the socialist party back in power meant its implementation was
stopped. Two years later, in 2006, the Ley Orgánica de Educación (LOE) was
adopted. This law, still in place when the Catalonia-Lesson was recorded,
drew on pedagogical concepts introduced in the 1990’s LOGSE, and rein-
forced its constructivist underpinnings. Nevertheless, the LOE added some
new perspectives, a principle one being the introduction into the Spanish cur-
riculum of key competencies. This introduction was motivated by the Or-
ganization for Economic Cooperation and Development (OECD)’s Defini-
tion and Selection of Competencies (DeSeCo) project (2003) and the
subsequent Recommendation of the European Parliament and the Council on
key competencies for lifelong learning (2006). Political change and subse-
quent new education law (LOMCE, Ley Orgánica para la Mejora de la Cal-
idad Educativa, 2013) emphasises the overreliance of education policies and
pedagogies on political agenda.
According to the LOE curriculum that was in place at the time of the
video-recording, music is understood as a means of shaping personal and col-
lective identity as well as a connexion between cultures. As such, knowledge
of music from different cultures, periods, and styles is promoted. Catalan and
Western Classical music are acknowledged as a starting point to understand
the diversity of today’s music and musical cultures and traditions around the
world. The involvement in concerts and other musical events within the class-
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room, the school, and the community is also promoted. The recorded Cat-
alonia-Lesson strongly connects to this aim, giving the students the opportu-
nity to actively participate in an event relevant not only for the school but also
for the community.
In the case of the recorded lesson, these principles have permeated the class-
room through the teacher’s practice and planning. As she has taught at the sec-
ondary level for many years and under different laws, her teaching is linked to
both LOGSE and LOE curricula, which follow similar principles. The Catalan
LOE curriculum acknowledges that music contributes to social and civic com-
petence, while “the participation in collective music experiences allows the ex-
pression of one’s own ideas, valuing others’ ideas and coordinating actions
with other group members, taking ownership of the results” (Generalitat de
Catalunya Departament d’Educació, 2007). The social and civic competence
integrates knowledge, skills and attitudes that promote the participation in a
democratic, caring, and tolerant society. This competence cultivates the com-
prehension of our society, facing up to the social conflicts through democrat-
ic values and practices, and contributing to constructing peace and democra-
cy. All the topics faced with the “Cantata per la pau” are purposely set within
this area, to promote social and civic values in the students.
The work carried out to prepare the “Cantata” also links, to a variable de-
gree, to several goals stated in the curriculum, such as “using voice, instru-
ments and body to musically express oneself in a creative and personal way”,
“knowing one’s own musical and cultural environment […] while reflexively
assuming the diversity of cultures and musical identities”, “knowing and ap-
plying basic instrumental and vocal techniques to the musical performance
and creation, and to bodily expression”, “participate […] in musical activities
organised within the classroom, the school or the educational community
favouring cooperation and team work” (Generalitat de Catalunya Departa-
ment d’Educació, 2007). While the use of voice for musical expression and vo-
cal technique is paramount in this lesson, creativity and instruments have not
been exploited. The variety of musical repertoire included in the “Cantata”
contributes to the knowledge of a varied range of musical environments, in-
cluding the Catalan one. Both procedural and attitudinal content is taken into
account in this lesson, while not much attention is paid to conceptual content. 
Although the student is at the centre of this lesson being an active subject,
the nature of this project makes it difficult for creation and improvisation
components to be integrated into the lesson and for it to be more student -
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driven as a fully constructivist approach would imply. While the students are
active participants in the lesson, it is teacher led and there is not much space
for students’ creativity to be involved. This situation parallels with the divide
that James Garnett (2013) points out, with regard to the English curriculum:
between the curriculum per se and its enactment, when the pedagogy used for
implementation and the paradigm where the curriculum is grounded are not
based on the same principles.
A Contrasting Music Lesson from Sweden
Looking at the ASF of Sweden (ASF-2) we find a different approach to mu-
sic teaching. The lesson plan is also framed within a wider project, the “in-
strument driver’s license”, where all students go through different stages 
learning several songs on guitar, drums, piano and bass. The goals are based 
on instrumental and ensemble performance around a set of songs, each one 
tackling a specific level of difficulty. Each student must play all the instru-
ments involved to go to the next level. The students are the drivers not only 
of the different instruments but of their own learning: they decide what in-
strument they pick for the day and work at their own pace, either individu-
ally or in small groups. They lead their own learning process and seek help, 
when needed, from the teacher as a facilitator.
Fig. 5: Simultaneity during the Sweden-Lesson










Reminder Point of Quality
1 00:00 —- —- —- Title: Cooperative learn-
ing and self-learning in
instrumental perform-
ance
ASF-2, Pardàs & Rigau, 
2014–2016
2 00:07 2 01:54 F Introduction Teacher explains what will be
the work for the lesson.
3 00:26 4 03:59 F Setting up instruments Preparation of the classroom
4 00:36 1 05:51 CF Keyboard Technique explanation
5 00:45 2 08:07 —- Drums Teacher shows rhythm to
drums.
6 00:53 5 06:08 CF Sound interferences Acoustic guitar and piano.
Sounds mixing from the same
and other rooms.
7 01:03 5 10:23 CF Piano
8 01:24 5 11:57 F Guitar
9 01:35 4 05:33 CF Collaborating Bass. Interaction between the
two students, problem-solv-
ing.
10 01:48 4 13:11 CF Trial Students try to do independent
learning.
11 02:09 4 14:52 CF Feeling helpless Student finds difficulties.
12 02:26 2 15:25 —- Asking for help Bass student goes to look for
help with teacher.
13 02:34 3 15:48 F Guitars Teacher assists guitars.
14 02:42 4 18:43 —- Work with teacher Student explains his problem.
15 02:49 4 20:25 CF Teacher sets a model and ex-





At the beginning of the lesson (ASF-2, cut 2) the teacher introduces the work
for the classroom and shortly afterwards every student chooses on what in-
strument they will be working. Each one already knows at what level s/he is,
and consequently on what song they should work. They distribute themselves
around the different spaces in the music classroom: one main space with
drums, guitars, and several keyboards, and two separate smaller rooms, one
of them with a piano. The video and ASF capture the “polyphonic” charac-
ter of this lesson, as different stories happen at the same time (Fig. 5): in the
main room a group of five students practice on the acoustic guitar (top right
and bottom left) but although they are set up as a group we cannot observe
the interactions between them due to the camera and microphones being set
too far away from them; also in the main room a couple of students practice
their drums (bottom left) and one more is on the keyboard (top left); in one
small adjacent room a student practices chords on the piano while his friend
plays acoustic guitar (bottom right, with the teacher helping on the piano);
another pair practice bass in a further separate small room (bottom centre).
This setting requires a privileged space with several rooms for practice, which
is not available for music in most Catalan schools. In the Swedish school, it
is only partially accomplished as the physical space is there but with not
enough small rooms and without adequate soundproofing, meaning that the
sound from the different instruments interferes one to each other. Whilst the
student-centred approach is commendable, the question arises whether mak-
ing music in such a cacophonic space is beneficial for students and whether,
in these circumstances, pedagogical structural principles should be prioritised
over the sound or other options, such as the use of electronic devices or the
arrangement of a different setting. 
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16 03:01 4 21.29 F Work with teacher Student tries again.
17 03:20 2 32:40 CF License Test Test/exam for “drivers li-
cense”: four students play,
teacher sings, others listen.
18 03:32 2 35:57 —- Assessment Teacher gives feedback to stu-
dents who performed.
The two bass players interact collaboratively (see Fig. 5), even if they are
practising different pieces, in an attempt to solve the problems they encounter
(ASF-2, cut 9). However, as the problem is not solved, they know where to
look for help and ask the teacher to intervene (ASF-2, cut 12). He will give
guidance on how to work on the difficult parts (ASF-2, cut 12). In turn, the
teacher approaches all students to give help (ASF-2, cuts 4, 5, 7, 8, 13, 14).
When the students feel they have achieved the level required, they change to
another instrument or piece, each one working at its own pace. At the end of
the lesson, those who are ready play the song together as an assessment, may
move to the next instrument or level. In this case, the students take some
ownership of their own learning, and pedagogy is more aligned to a con-
structivist approach. 
Conclusion
It is important to point out that both lessons-on-video from Catalonia and
Sweden are one illustration of some of the most important features in the re-
spective music programs, but cannot contain the whole range of musical ex-
periences that these students encounter throughout the year in their music
classroom. The teachers involved have chosen to display some specific strate-
gies that they value highly but that are certainly not the only ones used in
their classroom. The analysis of the ASFs and full lesson recordings, can only
reflect on what “actually happens” in that particular lesson, and we should
avoid the temptation to assume that what does not happen in our sight, does
not happen at all. However, the fact that both teachers chose not to display
Lluïsa Pardàs
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Fig. 7: Cooperative learning
any creative component in their lessons, is also significant of the priorities
set in the classroom. The absence of a creative component in both lessons
weakens some of the constructivist pedagogy grounds, since, as highlighted
by James Garnett (2013), creativity is essential in a constructivist approach
to avoid a fracture between the curriculum itself and its enactment. 
The approaches taken by the Catalan and Swedish teachers, while limit-
ed by the lesson time constraint, might be complementary rather than oppo-
site. As Lucy Green (2008b) notes, in regards to a specific project based on
a collaborative approach, “… if school pupils were to follow the project and
nothing else, they could be likely to miss out on what most people would
agree are some essential aspects of the music curriculum (181).” No single
strategy can embrace the richness of music education. 
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